Review of Stockhausen Serves Imperialism by Cornelius Cardew by Wishart, Trevor
  
Contact :  A  Journa l  for  Contemporary  Mus ic  ( 1971 -1988)  
http://contactjournal.gold.ac.uk 
Citation 
     
Wishart, Trevor. 1975. ‘Review of Stockhausen Serves Imperialism by Cornelius 
Cardew’. Contact, 11. pp. 44-45. ISSN 0308-5066.
   
ǲǩ"ǠȃǳǅǦୈ GWǰȆǇǴୈ ǑǭǱǝǣǛǵńୈ ɮଙୈ
"ऄͬ4֭ੵनୈ ƾoୈ
ǡ঵Ӭڡࡼୈǧͭ|ୈ ǃӭͮ۟ୄ ׺5c÷ Ņ ୈ Ɯ ƩƥƤୈĳୁƣ ŷ ୈU Ĺୈ

 	
ǻރୈ ࡽͯ઻Á¢૬ୈƿࡾୈĠu ୈɯބ؊ୈӮ ऩ ୈশୈ ۠ୈͰȟपଚୈষÃୈ
ãࡿୈ ņ ୈ ࠚࢀୈ ୈ ࢁȠޅۡୈসѾȡহୈ঺ѿͱୈ ੶঻¬ކࢂୈ2ӯڢफͲٱфୈڣ؋ͳୈ
ଋࠪٲ֮I়֯Ÿୈ ǉއࢃୈҀʹƯ͵बୈҁӰभୈ ࢄͶૢͷ૭ୈ ૮׻Ȅୈ ɰ͸ ୈ
sࡔ੷͹ࢅͺୈȢüୈۢୈ ġވ؃ ͻʢ	¶઼ͼ Ģୈ ʣࢆӱঽְ̄ȣاୈȤमͽयरাୈ
·Óୈি2ୈɱމ੸ࢇ>;ފӲऱୈ 	࢈̤ӳ੣ֱދۣŇୈ Ӵীୈ ӵलୈ ࡕ੹ӶুͿୈړƖ΀ࢉୈূ҂-ୈ Btৃୈ
*ࠫب΁ୈࢊ΂ȥӷۤѕୈ੤Ӂୈɲތލ،ୈଆȉٳୈɳ FŦୈŪF୅ୈŹźୈư̞ƭ଄Ʋةଛ ɦࣶୈƵɨ̥ގۄښଜୈ
΃΄kتଝୈʤޏƪݍŻڤӸżৄ৅΅ୈ৆ސୈɴڜડFࢋіΆǯӹळୈ ׵ंƴʥюࠛїଞŽୈ ƝžıӂƳଟୈ૯ӺȅFୈ
ɵୈ ثޑޒ؍¸ۥјୈ Ȧেୈ ¹ƚୈ૰¹ৈ҃ୈ ȧୈ ઽֲб{ୈ 	ޓୈֳۦӻۧљୈऴ৉ִ̅ؗୈ૱Ӽ৊҄ୈ
ӽʦ҅ୈোޔୈ ·ȨৌୈǤȩéଇӾCĄୈ ʧ্̦׼ࡖ੺ΈƓ ňୈ ޕࢌୈ Ȫৎୈ جΉव	ୈ =ࠐٴİୈޖڥZୈ
ଠୈ৏ޗୈ૲Ίȫ؎΋ۨୈǀȬࢍ̧Ό૳ ģशୈê
੻ڦ۩ą୆ୈ ̨ୈ ҆΍۪ʨΎୈ 	ୈ
৐҇Ώ׳Ƙୈڧӿ۫षୈ ȭ৑ୈ ΐसΑſ ୈ
Ƕޘୈǒୈڨং৒ୈɶΒњԀ۬ୈɷଡୈ ǋȮଢԁۭћୈĆȯ৓ୈ Ǔୈ хвحୈ ৔²Γୈ Ú؏ୈ
৕ޙୈɸΔୈԂZǜǞह гٵଣୈ ાȰخČɹدΕ ŉୈ ۮୈ ֵ੥ऺୈ ऻޚ̜Ƭ ײޛذޜќֶ̆رୈ
Óز;ԃ़ୈ 5ୈʩޝۯ৖ΖࠬޞऀࣻାୈÍબ׿سୈʪৗԄિԅ৘ԆΗୈ Òୈ৙҈¨ԇࢎୈ
࢏ش৚ԈޟÔୈ৛ޠୈ ড়³Θୈʫ੼ࣹîΙ۰ঢ়ୈ 6৞ȱয়Κୈ ޡзୈޢ੽࢐ୈऽޣַ̇ΛĆĕୈৠÛୈɺΜୈ
ाȲćԉȳٶٷତୈ ʬޤo࢑Νʭ	ƀୈ ǔୈ کધtୈ ٸঃ!ୈৡৢΞୈڪଥୈ
ګ¶ࣷৣָࠑ۱ୈцࠒ࢒ୈǁȴëΟ Ĥuୈ࠭ΠअޥÕص ୈԊ৤>࢓ԋ৥ଦ Ɓୈ Ƹिୈ Ǖୈ
҉ીΡୈԌीʮަE࢔ୈ`۲ୈȵ੦	ڬ࠮০ୈ 	ୈ১ʯҊୈुާʰԍ*Æި
ֹ̈ض ୈ
࠯q࠰΢ԎEΣूୈ	ީୈ੾ृֺ̉ୈ২੿۳.ॄ Ŋୈ ৩ҋΤ࢕ୈԏ ॅ ୈ۴ୈ۵!࢖ ުॆୈ
ࣰNԐΥࢗୈҌΦୈ ԑୈʱޫΧेୈ !ୈુԒZ૴ԓ۶ѝୈԔ࢘ୈެfୈ৪ԕૂԖ9ԗƂୈ
ǥ	ୈ v	઀Ke৫ैୈ ୈ ʲҍޭطȶ#঄ୈ ޮиୈઢ?ʳୈ ĴୈΨ࠱[̊ÀٹٺĖୈୈ
ʴޯ৬Ωkh࢙ȷऊୈďĀԘʵĺୈ࢚Ϊୈ Ϋ@৭Ҏ࢛ୈʶàݙ̋ºÜઁॉظୈް࢜ୈ
ĵ sx A3TĻୈ ંʷޱݑv̌ ֻ޲wýعଧୈ ԙࣱࣲά৮pּέૃȸɻغėୈɼઃ۷ୈନୈ۸ୈ
Ԛ£ػ
Sୈ޳<ୈભֽୈ}2־̍ҏୈ࢝ήDu,ୈ 8!ୈؼ޴ʸȹ	ୈ`ୈ ॊୈୈ
 ޵ୈ!ୈֿ̎ؽୈ'޶ď۹׀̏Ⱥ৯ԛ޷ۺୈŧ ȻۻୈԜί޸ؾÚ
Ėୈ૵ׁҐୈ
"+ ૶ୈ ࢞ΰ؄ αʹৰो ƃୈ ȁβୈlwौৱԝhºۼ
ୈ޹йୈ৲ӄÂĂୈ Ԟγ޺b
ׂbୈ
࢟9i޻ଈ଩ୈԟୈ ؿ޼੬ؐδୈ࠲޽۽ୈ|׃੧ґୈڭણঅε৳ ŋୈ Ԡ्̩ԡୈ
ìୈԢζÉׄηLƄୈ ǖ৴ୈ ԣॎୈ޾ୈ"ࢠθୈĥॏୈ 
ࢡιȼĉୈڔĲԤ8ୈ%Ғ.ୈғୈ
Cୈࢢκ؅ (ʺ	λ̪ୈ	ୈ ପୈ ࢣୈ৵ୈɽʻԥ۾
ୈ ୈ ޿R+
Ԧॐୈ
  
oćୈ ॑࠳$6৶ࢤୈɾSୈ ࢥ؆ ʼ৷ԧۿ
ୈ 8ୈૄࣼĚୈ Ԩ߀ـ߁
ୈ g܀ୈׅ̐Ҕୈ
ҕ»ঋୈ @আୈ ɿμƅୈ Ȃୈʽࢦԩ׆ׇ̑ইûୈM׈ҖୈXୈ íୈԪٻټୈʾ νୈ
ξୈ ࢧ ୈǟÄୈ ԫ܁ୈ ʿ߂ڮ࠴ࣳ׉ýâ܂ୈ{Ԭ৸ୈگĘୈ ߃ૅࢨٽپୈ
¡࠵8dˀୈ ߄ୈԭ॒ୈ ʀ߅߆ؑƆୈ
:\܃ୈࠓîୈ৹җοୈڰx॓Ԯˁ ԯȽୈ૷)ୈ॔ୈ܄߇ୈÑ࠶԰πୈ
૸Ա	Ҙୈö~ »ø৺ୈ	ҙ߈઄
ҚP Ōୈ ৻қρୈ =Þٿڀ*ૹԲ܅
ୈ ԳॕĎςॖୈ׊ୈ
"ࢩσୈ ࢪ ½ú τୈ ࢫୈ߉кୈ ԴÍݚୈԵߊòĄ˂υ ō ୈ tୈ%φଫୈ
Ҝzχୈʁ(܆ୈॗ ࠷ৼୈ ܇ࢬୈ৽ψୈ˃Ⱦï࠸ωୈ nୈ ©1$ୈ %ߋୈ فd
 Ʊୈ
ĶୈԶ ļ ǽӃȿ৾ୈڱxक़׋̒قୈ  чࠔࢭË Ħୈ Էख़ୈÕ!৿ୈ ਀ҝ]ୈ ̫׌	+׍Iɀك
 
ĸୈaԻ¼ ľୈ
ߌ࠹࠺ߍग़Ըਁ ୈ ߎୈ ħ˄ߏ܈ਂ܉ਃ Ĩ Ŏ ୈ અ ŏୈ ܊ୈ਄Ҟϊୈ ˅ߐ܋ࢮऋŐ
ਅɁ-ୈڲત7´̝ɂلୈ-उˆĈ+(ୈ ܌ୈˇߑݒþ׎આ,مବୈ ࢯ
ˈߒ6̓׏Ýčঌنଭୈ ˉ܍૆ϋମୈ ୈ ˊߓ࠻7ࢰ ज़ୈ Թୈ ࢱ
yˋߔCאjঈୈ દÌ࠼%Ժߕݛୈߖୈ CÞבAୈķ ୈ )	όࢲĽ
ਆࢳˌਇઇðύþ Ƈ
ҟਈୈ ˍi܎ਉώÏࢴࢵଯୈڳĐÿԼୈ°6ୈ ʂϏୈ;	Խځ4;
ߗ Ծݎɥਊ̬ୈʃରୈ ેԿĀQهŨૈϐࢶ3גड़وKୈ* ¢࠽¾ݜ ő
ࢷҠϑࢸୈ%±Ƀ܏ୈ଱ୈ ઈ#ىũઉढ़ד̔يୈˎߘˏ࠾਋Հݝƈ
­&ୈ਌ୈQùՁː4ୈē਍
ࢹୈ Ղୈୈдଊ#ًė
ĉՃܐଲୈ ўࢺߙઊ Œୈ ૺՄ਎ҡୈ Ʉୈ  Յ×ਏϒୈ ઋ?ˑϓୈؒୈ
ଳୈ >ߚૉƫۃਐୈ ܑୈ9਑ୈથܒrୈ `ୈQܓՆEࢻה&Շ
ܔୈåÝ'਒״
ୈ फ़	ו5ݞୈҢՈ˒ңୈÃ£ୈՉୈ ĩୈ Պ

ÖߛՋय़  Ī ୈߜୈߝ=ୈڂڃୈq࠿êąՌܕୈਓୈਔҤϔୈ ࢼϕ4૊˓ ୈ 
ז-ୈ ˔ߞܖ/¤ܗ੨Ɣ
ǗਕୈՍ
ҥਖୈʄϖ ୈ̭ୈਗਘୈ ࢽϗAਙՎ:Ϙୈ ઌ˕ ϙāॠ ୈ ܘ
ୈ 	ୈ
ୈ:Ʌ	
ɆOୈҦॡୈʅ ϚϛܙୈՏϜ:ϝୈ଴ୈ˖ࡀß,ࢾॢୈ«ୈ$ୈ
˗fā'חD7ٌଵୈૻࢿୈߟୈਚҧୈ~ࡁñϞ,ॣՐߠୈ^ୈ˘5ਛ9ୈ O
ୈ
ט̕ٍୈࠕࣀƉୈ Gਜߡ˙ؓઍϟܚୈ।ୈ ¤~ࣁ॥ୈlđେਝୈ
ϠોՑܛਞୈڴsי̖َୈՒ̮०ୈ.Ҩࣂ)Ē
ҩୈՓ१ୈ ઎Ք˚ُୈࡂ+ 7  œୈ
ܜୈ "џϡୈૌϢťୈ ̗ڄɇNୈɈܝࣃ˛ҪՕୈܞਟՖ! Ŕୈ ߢ%ୈ ՗ܟୈ
˜Îࡃh२՘ਠՙܠِୈࡄࣄ˝ϣࣅୈ ܡJୈࡅँÛࣆɉ'ƛࣇڅך	՚Ɗୈ
W્¥ୈ, ŕୈ ਡୈࡆ5ࡇyّɊࣈୈT.ҫୈୈ)$ ୈzϤòએୈHਢ0ୈ
óϥB՛Ƌୈ "ࣉKૼୈī३ୈࡈߣڕ׷ਣכ̘ْ ୈ˞qÂ՜I՝४ୈ ߤୈ 0 ୈ ՞ୈ
՟ୈ ˟ୈ lՠ	ୈ աୈߥ࣊ϦO Ŗୈ ਤҬ࣋ୈñୈୈ૽ୈ 
+ୈ@ୈ
ਥɋਦୈˠ࣌ל	բˡգ7ڵƌୈ
ǘୈ ࣍ϧ1̯ୈҭϨୈҮ؀ਧàऌୈߦлୈ	2ϩୈǷˢ࣎ਨHүୈǪ࣏ˣϪ५਩࣐ୈҰםୈ
ࠖn ୈ0ұϫୈߧࡉܢդܣ
ୈˤҲࡊਪϬ$ୈ *мୈ8ҳϭୈ ʆߨáؔŗୈ |ե	Ҵୈզਫ#0 Řୈ
ҵɌૣܤѠୈ ʇϮ]ୈɍୈ ڶϯڷʈ࣑ୈ Jઐࣸ׸ܥѡୈ ਬϰୈǂߩðƗ૾چڇୈ̰ୈ
ƹܦѢٓ¦६ ϱୈ ăߪઑࣺvୈ էܧୈ ƞVƦUƍୈ Ǌ࣒߫ୈ߬઒ਭୈ ୈ ଶࣾୈXୈ Ҷୈୈ
ࣽĚըܨѣୈ ਮÜୈ Ѥϲୈ ਯ߭
ϳ%íୈÏଷୈ ࠜଅeୈࡋ߮ڈמਰן̙ٔୈ թ७ୈɎୈ
wժٕ ୈ˥਱ի૎լਲխеউ Ǝୈ ĝୈୈࡌɏæ੫ծ˦ઓٖ+ÇSୈ ˧5ܩ˨ ϴࣴݏୈ	âୈ
'߯ڸڹܪנ̚ਲ਼ୈ૿½਴³ୈ ɐઔկϵܫ˩϶८ୈ ୈ_1Jୈں߰ਵϷୈਸ਼ϸୈ
ܬ૏¾࣓߱ܭڻϹܮ/ɑٗୈ Ϻૐϻܯ਷ୈĬǢɒܰ7˪ɓࡍϼ ĭ ୈ հୈǎϽʉϾୈƻࣿ׽
ୈ
ɔࣔډסϿ$ୈ ਸਹୈସЀɕ# ř ୈ ձ਺ୈɖୈ ēղЁ}ୈ ਻߲ୈ˫߳Öע9¿ܱѥୈ{aP²ୈ
ࣕճܲɗऍୈࡎЂߴࡏ٘Ѓୈ մܳୈҷյࣖୈ ૑(NହTୈ଀ࣗؕୈܴୈ 3ף૒նܵ
ୈ
९շ਼કɘ਽ոߵܶƏୈ Ȉਾୈڼ߶॰ୈչॱਿࣘЄॲॳ ୈڽୈ əRੀୈ 	Ҹୈɚੁੂպ੃ખୈ
߷=ୈÐɛܷ଺ୈ Ǹˬࣙɜ੄˭ҹୈǫࣚˮ2Ѕ	$ୈھÑࣛॴୈĔୈ ɝୈ ߸kٙୈ
ջॵࣜІ>ࣝୈࠗࣞୈ੅ Їୈ ગռ˯Ј Ś ୈ ɞୈࣟЉ૓Њٚୈ¸ܸୈY)ୈWٛK଻ ĮĂୈ
˰࣠սࡐ੆վ߹ୈßୈୈǄOঊ Ћ/ୈ ˱ڊפшщॶୈ Ќ૔Ѝ	 Ɛୈ ƺнੇèୈୈ Åяୃ
տઘٜ
Ўܹ-ୈࡑЏ࣡öɟܺ˲ୈ րܻୈୈ Eץڋڌ
АୈҺÇږୈ 	ߺୈܼୈઙց§˳ ୈ
* о ୈܽБ śୈ ߻ୈ ٝВ<ੈ Ŝୈ G੉Гъୈ Gି˴ୀٞؖfŝୈ ǮւୈǆڍڎÀŞୈ ǌ࣢

Ƽ#փ
੊ୈܾୈǙୈ քצ	օ	ୈୈ ࣣДୈࡒईֆIקäੋmęୈ Eୈ!ୈ
૕ևڗژѦЕୈ
Ğ¡ୈ࠘ࣤୈੌһ¦ୈ ы࠙ÊA߼ଁֈ
ୈ Ж૖e։ܿ
Ƒୈ ?ॷୈ  З̱
߽ୈ૗Иୈ ڏר੍੎ٟୈ > ݀ЙôÈୈ ¨<˵੏ୈ ୈ੐ɠ&ୈ.֊ୈ !ୈ	
ੑ੒ש-ચКୈ*пୈ߾ॸ	ୈ߿рୈPୈ pҼॹõୈ ڿЛۀë ş ୈ Y
ǈתę įୈ2֋ॺ੓ऎୈ ࣥ૘Мڝୈ ҽୈ੔੕׫੩ċНॻୈ 0̴ࣦୈ R֌О'
݁ୈ˶ࠀ݂ƙП݃੖ୈ ֍̲ୈ 
ࣧyɡÆڙ;ୈ ˷ҾѧРୈ੗N
ҿୈ੘
˸˹છہ٠/̳ୈжଉࡓࣨ֎С݄˺Тୈୈ ь׬ڐDïУॼୈ ࠁсୈ˻ۂજ׭̛ਖ਼֏ Š
41֐݅
ୈ (૙	ઝ3ڑ଼ୈ .iୈ ਗ਼ୈ^áः.֑ࠂୈࠃLୈୈ X[١
׮٢
ǍࣩࠄDୈ Á݆ୈƟ VƧ ơ ƕ
ǼФୈࠅcÊଽୈ ٣ࠆѨ֒٤ୈХ૚٥ࠇ݇ਜ਼ୈj т ୈ-֓ୈ ॽ?࣪§ୈ9jୈ
˼)ઞݐׯ˽ɢੜЦୈ ˾࣫੝֔૛\ୈ˿Ċ֕ࠈୈਫ਼ࠉୈ &Чୈટ֖ ×̀Ш ୈ šୈ
#ୈBЩ Ţ ୈ 	ࠊୈ ݈֗֘	֙੟Ъୈ࣬Ы&@zЬୈ́	֚૜װ֛Эॾୈʊୈ g[आ ţୈ ଂױMୈ
ǚୈଃɣ6ୈࠋୈࠌୈڒ੠Ю$ୈ֜݉ୈ Ơ VƨUୈ ֝݊ୈ੡Ӏୈ \૝Я݋ୈ "ɤࣵ֞૞٦ Ť ୈ ୈ
street carnival on a deprived housing estate. The 
ideological development of the Scratch Orchestra was , 
however, to lead towards the discovery of a 
revolutionary role for the musician as an artist -
communicator in the conventional sense. The first 
prerequisite of this search is an acceptance that music 
can itself convey ideas, that there is no dichotomy 
between form and content , but only between experience 
of the score and experience of the music in sound. 
Cardew went on to join the Communist Party of Great 
Britain (Marxist-Leninist), a party taking its lead from 
Mao and began to develop a clear ideological 
line in the criticism of society and musical contents 
expressed within that society. The content analyses 
of Stockhausen's Refrain and Cage's HPSCHD 
presented in this book exemplify this approach, as 
does the ensuing ideological argument. 
My principal criticism of Cardew's current 
thinking is not of this type of content analysis, which 
seems to me to be valid and necessary. It in fact 
relates only indirectly to what is said in this book. 
It is a criticism of certain types of Marxist thinking. 
Whereas most Marxists are all too ready to historically 
locate and sociologically analyse the ideas of other 
thinkers, they are often unwilling to do so with those 
of Marx himself: the first failure of true dialectical 
materialist thought which can lead down the slippery 
slope to Stalinist authoritarianism. For such thinkers 
Marx 's ideas are not only not criticised, but subsequent 
ideas which might cause us to modify a basically 
Marxist world view are automatically labelled as 
bourgeois-reactionary, and hence dismissed. This is 
particularly relevant to the case of music and musical 
communication. 
Marx 's philosophy is firmly rooted in the 
world of 19th century bourgeois rationality and 
materialism, even though his writings are 
revolutionary wi th respect to that world. However, 
such a world view cannot give a satisfactory 
explanation of musical communication, as it is rooted 
in verbal- rational conceptions. (McLuhan's over-
view is undoubtedly mistaken and reactionary , yet I 
am not prepared to dismiss some of his insights.) 
Hence while I agree absolutely with Cardew that music 
is not in any sense 'a pure experience' (nothing can 
be : everything takes place in a social situation which 
gives it context and meaning), the 19th century verbal-
rationalist view tends to see it as no more than its 
visual-verbalisable social function. My own view is 
that music is an alternative mode of communication 
to the word, that it can communicate very clearly 
and precisely (if skilfully handled), and that in its 
social context, or with the accompaniment of a few 
words , either i n the music or in an accompanying 
text, its meaning can be made highly specific . 
In this book, Cardew says, with respect to 
The Great Learning, that "these forms communicate 
non-verbally, they also communicate ideas", and in 
paragraph 63 of the copious notes he goes on to detail 
the ways in which the musical forms do communicate. 
This analysis of The Great Learning in fact illustrates 
the view of music I have put forward . However, in 
the more recent works for piano it would seem that 
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the verbal-rationalist view has prevailed. These works 
are acc ompanied by copious programme notes whose 
ideological soundness is usually beyond dispute, but the 
attempts to write a parallel music in a popular idiom 
are unsucc essful. These pieces have only the external 
t rappings of popular musics, which seem to be 
consciously placed there in accordance with the verbal-
rationale of the programme, rather than felt through 
musically. The intent of the text is not felt through 
the music . Hence a successful communication in 
music is not achieved, even though the succession of 
musical events may be consciously perceived to follow 
the accompanying text. It seems to me that in this 
instance the verbal-rationalist bias of Marx 's philosophy 
is overriding musicality; verbal-rational preconceptions 
of musical form are pre- empting musical communication 
as such. 
If we seriously wish to use music, in itself, to 
convey ideas , revolutionary or otherwise, we must 
develop the ability to communicate musically. To 
the argument that the quality of the composition 
doesn't matter, but only its ideological content, we 
should retort that unsuccessful music has no ideological 
content: it is the programme note which has the content. 
Hence why not confine ourselves to communicating in 
words? This long digression on Cardew's recent music 
is particularly important since, as I have noted, there 
is a strong link between certain aspects of his Marxist 
thought and Cardew's current musical practice, and 
hence criticism of this music, at least from the view-
point I have adopted, is not irrelevant to a critique of 
those ideas. 
Having said this, I do not wish to reject the 
basic analysis of social relations and their relevance to 
musical practice which Cardew outlines in the book. 
My intention is rather to suggest approaches to writing 
better revolutionary music. Lastly , though, I would 
like to point out the possible dangers of any uocritical 
Marxist position. Just as the 'genius' image and 
'mystic ism' of Stockhausen are means o f placing the 
artistic ego beyond criticism, so adherence to a 
'correct line' can be the same thing for a Marxist artist. 
Correct Marxist political thought must not be used as a 
means to defend unsuccessful music against criticism. 
* * * * 
